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IGORMAVER studies: 'After returning to Ljubljana he became assistant curator at the Moderna Galerija, Slovenia's modern art museum, in Ljubljana, and became affiliated with the conceptual avant-garde group OHO, which in 1970 was included in an exhibition of performance artists at the Museum of Modern Art in New York. 1964, when he was appointed editor of Perspektive, then the leading Slovene cultural and political monthly. It was then he wrote the prophetic lines of the poem "Mrk" ("Eclipse"): "I grew tired of the image of my tribe / and moved OUt.,,7 And so he has done ever since, 4 Merrill 18.
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constantly "'moving out," physically and spiritually. This stance of poetic detachment was necessary in order to step out of his "condition," to gain perspective and see things more clearly. His poems represented a real shock, an unheard-of attack on the Slovene poetic tradition, the deconstruction of the stable poetic space, which found expression, for v example, in his paraphrase and ironic reworking of Oton Zupancic's v poem "Duma." And in his poem · "To the Deaf Ones," Salamun addressed the following rebellious line to his native Slovene "tribe":
v "They won't gild me into a sterile catechism like they did to Zupancic."s v Salamun's academic formation as an art historian is of seminal importance for understanding his poems. His collaboration with the visual arts group OHO resulted in the publication of Poker (1966) , with v which many contemporary readers still identify Salamun. (It was reprinted in 1989 as a kind of cult collection of 1960s verse).9 Most of v Salamun's poems are visual, even "installational," and, as one critic and art historian wrote, "reistic." Individual words are not subject to a Romantic or Symbolist metaphorical process but exist in their own right: "The word reads itself, it reifies its representative arsenal in totality, it is a thing that requires expert handling, one that needs space to fight for its own meaning; the poet is not its owner, bur rather its user and in a working relationship with it." 10 Literary critics, however, with a number of exceptions, 11 found fault in particular with his use of jargon, irony, and provocative linguistic turns, as well as his derision of prevailing moral and political norms in brief, with the destruction and undermining of poetic v tradition. Salamun himself denies any such programmatic intentions, since for him the poet is a shaman, a medium who "has a mission and the word goes through him simply because he is. "12 This crucial collection of Slovene modernist poetry was followed by a period of travels, which has v for Salamun never ended, travels that provided him the desired "moving out" during which he has written most of his collections of verse, almost thirty by now. term to describe Salamun's poems, although the question remains whether it is sufficient, especially since the avant-garde conceptual art group aHa to which he belonged was reistic, too. The traditional humanistic and anthropocentric view was thus challenged by a reistic view of the world, and as a result of this there emerged a significant clash of values in Slovene literary criticism. Kermauner accepted the new kind of poetry only on an intellectual level, but was not able to identify with it on the emotional level. He thought of himself more as "an interpreter" v than an advocate of this new kind of poetry; later he described Salamun's works after Poker as "Luddistic," works which together with reism grow into "an ironic mysticism."13 Joze Pogacnik, in contrast, turning Paternu v and Kermauner's views upside down, labeled Salamun a structuralist lyricist with dadaist origins, "a sick humanist who is driven towards the dehumanizing consumer society."14 Janko Kos transcended these views and apparent polarizations by postulating satire as the foremost artistic merit of Salam un's verse. IS He pointed at the contrast between the then predominant non-mimetic v poetics of modernism with its negation of the subject and Salamun's nonmimetic poetry in which the speaker of the poem is not completely effaced but simply replaced by a very apt, more abstract concept of a v "trans-subjectivism," which explains Salamun's tendency to self- Some of the points in Merrill's introduction are fresh and interesting. He is the first American critic to mention "melancholia" as a possible Slovene "national disease," which is, he speculates, "a legacy ... of more than a thousand years of subjugation to the whims of stronger powers. »35 quotes Salamun, saying that "the poet is a hunter, not an expresser," and this defines his poetry as a constant quest. Experimentation with the form as an ultimately political issue, true of most poets of "Eastern Europe,"
Jackson quotes Hass, that it "is not simply a freedom to write that is important, but a freedom in writing."39 He further finds the expansiveness v of Salamun's verse and the mythologizing of the language and self Whitmanesque, choosing, effectively, the poem "History" as an example v of Salamun's poetic "bravado." The history of everyday, the history of himself living his everyday routine is indeed made into a powerful myth,
• so powerful and hyperbolic that it borders on the comic: 37 38 39
Next year, he'll probably be in Hawaii or in Ljubljana. Doorkeepers will scalp tickets. People walk barefoot to the university there. The waves can be a hundred feet high. The city is fantastic, shot through with people on the make, the wind is mild. The final part of Jackson's essay focuses on Salamun's desire to express "the inexpressible," "to catch the sacred seed of everything," he can do, in Jackson's terms, through an ironic or a more naive poetic vision. By quoting from Salamun's poems "Dead Men," "Folk Song," and "Black Madonna," he concludes that only an open, "adaptable" v style, such as one can find in Salamun's poetry, is adequate to the process of observing the little, seemingly irrelevant details of life that take one beyond the surface reality of things.
I n her introduction to The Shepherd, the Hunter, Sonja Kravanja, a Slovene native who has lived in the U.S. for almost twenty v years, also finds in Salamun's verse the individualism "of Whitman's proportion," that provides some sort of useful referential context for the American reading public. 40 She defines his poetry as that of puzzlement, taking one "to unknown lands, mythical and inysticallandscapes of the mind." As to literary context, Kravanja briefly traces the development of v Slovene poetry and Salamun's place in it, even asserting that he "singlehandedly changed the course of Slovene poetry." Another context, one v readily familiar to Americans, is Salamun's "radical imagism," which links him, if only indirectly, with the radicalism and the powerful imagery of the American Imagist school of poets fro m the beginning of the century.
Political context continues to be a problem in reference works.
The entry in The Princeton Handbook of Multicultural Poe tries, published five years after the independence of Slovenia and the dissolution of the former Yugoslavia, is "Yugoslav Poetry," which shows just how much there still has to be done in promoting Slovene literary production and identity in the United States. Salamun is, in the Slovene section of the "Yugoslav" entry, hailed as "the most vocal and iconoclastic among younger poets," one who "writes associative poetry, using its seeming chaos as a freeing agent to drive his points home. Herbert, Salamun, and Bonnefoy. The international allegiances of these young poets make them distinctly American: what is American poetry, after all, but the absorption of the past and the present, the local and the distant, the familiar and the foreign into the mind and heart of a poet whose music is American English?49
What is, then, the referential framework of Salamun's verse in the U.S., the context which helps American readers identify a Slovene poet and his art? As it can be seen from the introductory studies to the U.S. editions of his poems, there is a double cultural referential framework at work. First, there is the historical socio-political element that American critics rarely forget to stress or put in evidence in their v presentations of Salamun's poetry. They place his poetry within the former Yugoslav cultural context, which did represent a certain helping crutch for Slovene artists to enter the wide world, within the sphere of authors witnessing the crumbling of the Iron Curtain, within the age of transition from the Communist to the post-Communist era, and finally, the Central European cultural sphere, which they , of course, see as a broader cultural phenomenon. Ultimately, they rarely fail to stress Slovene political independence, which emerged from long-standing literary creativity. Second, as important as the first framework, there is These two referential frameworks are, however, merely preliminary and represent a first phase, a starting-point in the making of a Slovene poet in the American literary sphere. The next stage, by far the most important one in this process, is the one unanimously underscored y by all the commentators on Salamun's verse: the intrinsic artistic value of his art transcending the borders of man's physical as well as metaphysical existence, its bold linguistic experimentation, its felicitous combination of the ethic and the esthetic, the aspiration for the perfect, its striving to express the" inexpressible." A possible way out of an onymity and relative isolation writing in Slovene within the former Yugoslavia for a y Slovene poet was, as Salamun's has done, to reach beyond linguistic and geographical borders, relying on radical individualism, emphasizing as well as visual and auditory effects.
The future of the Slovene literary presence in the New World seems bright and open, ready for the taking. In order to enter this literary sphere a continual presence in English is necessary and reliance on the national, nourishing root, while aspiring to the international, global, and cosmopolitan. Perhaps it is no exaggeration to say that, as is the case in Britain with the postcolonial and "transcultural" literary voices from the countries of the former Empire, in America, too, the market is ready for new, fresh literary impulses from abroad: Slovenes can and should take y part in this literary New Deal. Salamun's The Four Questions of Melancholy sold out in America (1500 copies of the book were printed) and was reprinted: so much for the proverbial lack of interest in Slovene literature.
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